Unlike Carmen Miranda and Antonio Carlos Jobim who came to the United States under the auspices of entrepreneurs strategically placed to integrate them into the cultural market, the immigrants in this article followed another trajectory. Many of them scarcely believed that they had the talents that immigrant life awoke in them. 2 The discovery of Brazil as a narrative and a market for samba drove many to occupations they never dreamed of. Despite the problems this narrative would bring them, these immigrants benefited from its existence and used it strategically to escape the destiny the market imposes on most immigrants, transforming them, as Sayad (1998) observed, into cheap labor rather than treating them as émigrés with different histories and dispositions.
3 Made in Brazil was the name given to the Breno Sauer Quartet since 1979, when he started to play more consistently in the Bulls Jazz Club. Founded and directed by Breno Sauer, who immigrated to Chicago in 1973, the group again changed its name and became Som Brazil in the early 1980s. Apart from its founder and Neusa Sauer, his wife, many Brazilian musicians and non-Brazilians went through the group. The group was also responsible for the immigration of many Brazilian musicians tothe city between 1975 and 1995 Thus, if Brazilians identify with samba when they encounter it away from Brazil, it is not because it was their preferred musical style, but because it is a central element of the dominant narrative about Brazil to which anyone can easily resort in their condition of immigrants away from home and in need of identity support to compensate for the symbolic and emotional losses of immigration. It is to that extent, and as a result of the need for compensation, that samba turns into "something stronger with which Brazilians can identify," says Moacyr when comparing it to the Brazilian jazz played by Made in Brazil.
To the need for compensation must also be added the demands of "a segmented system particularly sensitive to race and ethnicity", as noted by Gustavo Ribeiro (1997) in a study on Brazilians in San Francisco. The pressures to identify with samba must be understood in this context that also includes the demands of contemporary cultural processes. Yet, despite these pressures, Brazilian immigrants who work with samba know full well that Brazilians appreciate many other dances. But, as they move away from the Brazil of their experiences and immerse themselves more deeply in the demands of the market for exotic cultural goods, they almost come to forget that not all Brazilians like samba.
Samba is so much lauded as a component of Brazilian nationality that
Brazilian immigrants often forget that this exaggeration is more a part of a narrative, and how elements are arranged in it, than part of their own experience. Although aware that not everyone likes Brazilian samba, Moacyr has had a hard time dealing with its rejection by certain groups, individuals or environments. For this reason, he often felt something between disappointment and surprise when witnessing that the samba, which so readily moves Brazilians, bores Americans, Mexicans and other groups not familiar with it.
Reencountering Brazil through a Cuban immigrant
While boring some, samba fortunately attracts others because it was through a Cuban immigrant that Moacyr got involved with samba in Chicago. Married to a Brazilian-American whom he had met in São Paulo, where he lived, Moacyr came to America in January 1985 when he was 26 years old. He found a Chicago completely hidden in snow. Tan and excited when he arrived, little by little he found that the energy that he had brought from Brazil was fading. His English was horrible and this prevented him from seeking employment in the field in which he was educated, advertising. The not-so-obvious differences between him and his wife when they lived in Brazil were becoming more visible and unbearable every day.
They lived in Cicero, a mixed area bordering both black and white areas.
He explains that there was a permanent tension and he heard of cases of black families who bought a house in the area and the next day found their garage fire-bombed or car windows broken by neighbors. However his wife seemed to ignore the segregation, which was hurting him so deeply, and that too was one of their many areas of contention.
In his first year in Chicago, Moacyr studied drawing, English and even cooking! He worked in a restaurant, cooking and washing dishes and eventually learned that there were many more opportunities for survival than only those afforded by his profession in Brazil. By caring for his daughter, working in the restaurant and taking classes, he endured his first Chicago winter. 
Towards professionalization
Cláudio had to return to Brazil and, soon after, Gerardo, the Mexican, rented a place for the group in the Flat Iron Building, Wicker Park, an old Polish neighborhood which, after World War II, was settled by Puerto Ricans.
At first they paid rent of 50 dollars a month. At the time, during the last months of 1988, Wicker Park had not yet gone through the gentrification that has since transformed it into a trendy neighborhood with strong artistic and multicultural appeal. Now composed of twenty or so members, the Chicago Samba School met weekly for samba jams and some Brazilian women always showed up to dance and enjoy themselves. It was almost a samba school in the Brazilian sense! And this was exactly Moacyr's idea: to realize the project of founding a samba school in Chicago in partnership with Claudio. Not everyone who played really knew what they were doing, but the group rehearsed every week. The word spread and every week more Brazilians joined the party.
Soon the school was invited to play on Thursday nights at the Hot House, a club specializing in World Music. From the start, Brazilian night was always packed. Approximately five hundred people filled the place and danced all night. Brazilians, Americans and Hispanics gathered, and the weekly meeting was full of energy and emotion. According to Moacyr "it was something new and very forceful, something coming from the roots, the heart, you know? It was a very beautiful thing!" People from the neighborhood and others who usually hung around, all knew about the weekly "party" and many would join. The Chicago Samba School played until the club shut its doors at half past two in the morning but nobody would leave because they wanted the group to keep playing. So, the musicians would move to the sidewalk while they played. In a few minutes the street was theirs: upset motorists and residents would call the police and, once in a while, someone would end up in jail.
From Chicago Samba School to Chicago Samba
After his second marriage, Moacyr moved to St. Louis and the administration of the Chicago Samba School was left to his partner Steve Carow who initiated a complete restructuring of the group to give preference to professional musicians. During this period of selection, Moacyr met Luciano Antonio, a Brazilian guitarist and student of classical music at the University of Missouri, Kansas City. Moacyr invited him to play in the group. Gradually, Moacyr and Steve replaced amateur musicians with professionals and the group increasingly moved away from its previous format as a sort of ongoing, informal jam session where everyone comes and goes.
They took the helm of a regular band, in which the relationship between components was more professional and working conditions more clearly established from the beginning.
At this time, the group moved to the Mad Bar. As before at the Hot House, the group received a fixed fee regardless of the take at the door. It began receiving $800, which eventually reached $1,200. Luciano says that Thursday nights were crowded. However, after a few years, the clientele began to drop and the bar owner cancelled the contract. It was then that the group moved to The Note (all these clubs and bars were located a few hundred meters from each other). At the Note, the band needed to grow musically because payment now depended on good performance, professionalism. They worked hard, introducing new songs and arrangements. Moacyr and Steve hired new musicians, mainly those who played American jazz, and removed the word "school" from the band name: they became just Chicago Samba. During the first months, the group received no payment since it was still trying to recoup the lost clientele.
Observation of the various stages Chicago Samba has gone through over the past fifteen years makes it possible to identify many factors that explain its ups and downs. When it was the only band playing samba and popular Brazilian rhythms, some fans would get tired of always seeing the same people playing and dancing and would try other alternatives among the thou- Although born in Rio, she had never really liked samba, always preferring rock and roll, and forró and frevo when visiting her relatives in the Brazilian northeast. For some strange reason at the Mad Bar, samba was making her heart beat faster and feel more Brazilian. Dancing just for the pleasure that this encounter with Brazil was giving her, she felt quite surprised when the wife of one of the band members approached her. Praising her performance, the woman made the following invitation:
-Don't you want to do a show with us? -Me? Naked? No! And not in a bikini either!! But the woman explained that it was a carnival show, with costumes.
Shirley accepted the invitation and got $150 to dance for less than two hours.
These private gigs were sporadic, but Chicago Samba played weekly. Shirley offered to dance and soon became one of the band's attractions. However, by the time she became completely involved with this job, a period that coincided with the end of her marriage, the band fired her on the grounds that dance was attracting more attention than the music itself and this was not the purpose of the band.
When Shirley left the band, she realized, as did Moacyr some years earlier, that working with samba offered much more than just $75 per hour every now and then. The work with samba allowed her to get close in different ways to Americans and immigrants alike, whether or not Brazilians.
Through working with samba, she became a sort of Brazilian ambassador.
Nevertheless, she never felt that she was representing an underdeveloped Brazil, plagued by crime and misery from which many people fled, and from which she herself also often hid. The country she rediscovered through samba seemed to redeem her from all the misery of the other one, offering instead gifts and possibilities, joy, exuberance, beauty and new job opportunities. From then on she specialized in the production of shows for events and private parties. Desperately missing Brazil and a bit frustrated with his immigrant life, which had led him to gain more than ten pounds, Edilson surrendered to dance as a ritual of purification. Enchanted and intrigued by his style and energy, several people congratulated him on his performance and asked if he was Brazilian. He did not think twice about giving lessons when he received Moacyr's invitation. He began by teaching on the dance floor, but everything changed when he had the idea of bringing apprentice dancers to the stage: from a simple samba instructor he quickly became a showman. He also noted that everyone liked to participate and a little participation was very important to many. But he did not simply want people to feel important, wanted, and so forth; above all, he wanted them to approach Brazilian culture playfully and with humor. He explains: "it is very difficult for someone who has never danced samba to dance it well at first. The tendency in these cases is that they feel shy. So, it helps when you have someone to help break down barriers by saying silly things and guiding the steps: put the hand on the head, shake, and go down there ..."
Chicago Samba: the Hot House show
Although created by two Brazilians starved for the company of their countrymen, the professionalization of Chicago Samba imposed the challenge of dealing with a diverse audience. Luciano explains that the main characteristic of its audience is a love for dancing. In this sense, those who go to hear the band are more interested in moving their body than simply listening to Brazilian music. On my first visit to the Hot House, I found the space enormous for the four or five dozen people who were there. It was nearly midnight when I arrived accompanied by Ana Rita, a friend, and Al, the chef of the restaurant where she worked as a waitress. I found the place beautiful and pleasant but, in spite of the small audience, I was unable to concentrate on details because we arrived during Edilson's show, which was so exuberant that it prevented me from paying attention to anything else. Edilson was wearing white trousers and shoes and a light transparent tunic, also white, embroidered with blue sequins. With a strong voice, he talked, danced, laughed and joked incessantly with the audience. He ordered people to shake, let go, surrender to the adventure of experiencing the body with the ease of "Brazilians".
Despite his perfect English, there is no hint in his speech of an interest in assimilation. Aware that his function is to sell a cultural commodity, he does so by following the rules of an economy which, as explained by Bourdieu (2006: 19) , "can function only through a constant and collective repression of the economic interest." Thus, Edilson wants to achieve far more than just attracting public to his show. Instead, he wants to draw people into a deeper and more permanent encounter with Brazilian culture. He does not want the adventure to begin and end there; he wants to engage people enough to bring them many times to the Hot House, perhaps, also to Edilson's private classes and, who knows, even to Brazil? However, in order to achieve his purpose, he has to add to the merchandise, "samba" or "Brazilian Dance," an illusion that one is before something truly extraordinary, which transcends the moment, turning it into an encounter, a passion, even a conversion.
Edilson's show both attracted and repelled me; it made me feel uncomfortable and diminished. I found his representation of "Brazilian culture" too stereotyped. He presented himself as the embodiment of the stereotype, a figure belonging more to the realm of postcards than to reality. 6 Besides the basic steps of samba, he also taught the movements of other dances, particularly axé. Unlike me, everyone seemed to be having a great time with his enthusiasm, games and cultural excess. entered the game and began to enjoy its excesses like everyone else.
In addition to the fantasies to which he gave life that night, Edilson indirectly apologized to the public for such a small audience by mentioning the prior week's show which, according to him, had been full of tourists from all over, particularly from European countries. He mentioned French, Italians and Russians and how they had fallen in love with Brazilian night in Chicago.
He also announced a competition for king and queen of samba on January 6, 2007 that would reward the winner with free entry to all Chicago Samba gigs.
On January 6, 2007, I arrived at the club minutes before the music started. there are also common reasons for the "fever" or "fanaticism.".
The testimonies of Marlin, Steve and Nilda suggest that those who regularly attend Chicago Samba gigs do so because they think it is an enjoyable and comfortable experience. Marcos Oliveira agrees: "we have always had the desire to make the visitors feel like they are at home. And when we become more intimate, we play, bullshit, and we all feel at ease ... We are musicians, Chicago Samba brings all sorts of people together. It's like the United Nations.
I think it's the energy, the joy of the music, the sensuality. Men, for instance, no matter where they come from, Indians, White Americans, Mediterraneans or Latinos, they all feel fascinated by the sensuality of the dance. Samba is a bit tricky and paradoxical: the percussion is heavy, but the samba dancer is light and almost floats on the floor…
Whether attracted by the magic, strangeness, or wildness contained in the narratives of samba and Brazil, or simply by the aesthetics and sensuality of the dance, many continue attending classes, concerts and other events sponsored by the group. This has nothing to do with abstract powers of seduction, but with the feeling of welcome that they find in the "communities" formed around these cultural productions. Thus, the commonality among those "addicted" to samba is the need to establish links, relationships, and to feel their differences acknowledged. Not by chance, they are also immigrants to Chicago even when The apparent rejection Chicago Samba has experienced and will probably continue to experience is not restricted to a particular culture, but it is, above all, a common reaction to a first contact with otherness. Or it may simply be a preference for one musical genre over another, as Becker (2008) explains in his study of jazz in Chicago. In regards to samba, however, the difference is that, besides the cleavages of class, generation, region and others that are at the basis of musical preferences, there is also the question of dealing with the Other, whether immigrant, colonized, underdeveloped, or primitive. Moacyr notes that people pay attention to the music, applaud, but are not involved, or at least not involved to the point of getting up and dancing. But, he argues, "this happens with any group, not only with us ... But we, because of our culture, want to get people involved." Indeed, several group members, who refer to the indifference or rejection of "Americans", "Mexicans" or "Puerto
Ricans" to Brazilian music, reveal their disappointment at not being able to involve these groups right away with the music. 
By way of conclusion
The material analyzed in this paper shows Chicago Samba to be a kind of Brazilian immigrants who engage professionally with samba in the United States do not always do so because they had a special relationship with it before they came. Instead, many of them, like Moacyr, Marcos, Shirley and Fernanda, had no working relationship at all with music or dance but took advantage of invitations to enter that world. When they did, they never wanted to leave because they were rewarded in many ways. Luciano Antônio, for instance, reflects with irony and humor about his career: "life is funny, I
came to Kansas City to study classical guitar and ended up playing pagode in Chicago!" Although already involved with music, Evaldo Jr. had no particular interest in samba. Before his casual meeting with Luciano in a Chicago bar, Evaldo Jr. played in rock and roll and reggae bands. Fernanda never thought of singing professionally. They all got involved with samba after immigrating and after verifying that such involvement could turn into a more valued form of integration.
Obviously, without an already existing narrative about Brazil, there would not have been this job market or the possibility of this kind of integration. Thus the stereotypes that compose the narrative are the architects of the desires and fantasies that drive people to constructing the "corner of the world," inhabited by Chicago Samba. In this corner, individuals, lulled by samba and the fantasies it raises, get together with others belonging to ethnic and social groups that otherwise do not usually meet.
Because it is an ethnic product in a city with a small Brazilian population, samba requires a special kind of initiation that goes beyond simply mastering the dance technique: it requires living and dreaming a mythical Brazil along with others. Even though manufactured to sell samba, the ambience ends up welcoming everyone, including Brazilian immigrants. Samba in Chicago is not only a mirror that reflects remote and intimate desires but is also proof that paradise exists not just south of the equator but there in a kind of cultural free zone constructed by Chicago Samba's weekly presentations.
Far from the city's (and Brazil's) hegemonic social relations, Chicago
Samba becomes a kind of safe haven where those who venture there create an opportunity to see themselves and others through different lenses. Mediated by the appeal to hybridity and miscegenation contained in samba, Brazilians and non-Brazilians rediscover themselves as well as Brazil, Latin America, the United States, and the geopolitics of Chicago. They also discover the flexibility and limits of all kinds of stereotypes. Marlin, for instance, found that the distant Brazil of Black Orpheus was within his reach right there in Chicago, only a few dozen miles from home. It was there too that Nilda discovered that Brazil is also just around the corner; the encounter completely changed her life and led her to reconstruct Latino identity in Chicago. Steve also challenged the limits of a suburban white American and realized, through dancing samba, that Brazilians enjoyed life more than he did. Bridging miles of social distance, the 'Consul' and 'maid' smile at each other complicit in the narrative. Chicago Samba reinvents Brazil, geopolitics and the samba itself, and creates the conditions for an effective cultural hybridity "that entertains difference without an assumed or imposed hierarchy" (Bhabha 2007:5) .
Thus it challenges simplistic explanations that involve classic polarities, which though helpful for understanding the divisions and conflicts between individuals, "do not include the existence of affection between people, participation in altruistic activities, where the hegemonic and the subaltern are mutually interdependent" (Canclini 1998: 347) .
